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HISTORY AND NAME 


In the centre of Thessaloniki, just north of 
Egnatia Street and on a considerably lower level than 
the road, stands the Church of the Panagia Chalkeon 
(Our Lady of the Coppersmiths), popularly known as 
the «Red Church». Small and elegant, it stands out 
amongst Thessaloniki’s Byzantine churches for the 
graceful lines of its exterior and its simple and 
inspiring interior. 

According to the inscription, which will be 
discussed further on, it was built in 1028, at a time 
when, following the invasions and the defeat of the 
Bulgarians, Thessaloniki was thriving both economi- 
cally and artistically. After the city had fallen to the 
Turks (in 1430), the church became a mosque and 
was given the name Kazancilar-Cami‘l. Following 
liberation it was once more given over to Christian 
worship and the disfiguring additions made by the 
Turks were removed. 

The Chalkidiki earthquakes of 1932 caused 
considerable damage, particularly to the east side and 
to the narthex, and this led to the church’s restora- 
tion under the direction of Dimitrios Evangelidis and 
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Aristotelis Zachos. The south dome of the narthex 
was restored and matched up with its northern 
counterpart, the monument regained its former 
shape, and it was freed from the soil in which it was 
buried up to the cornice which runs round the whole 
building. 

The name Panagia Chalkeon is the translation of 
the Turkish name Kazancilar, which was bestowed 
upon the monument because ever since Byzantine 
times the city’s coppersmiths were —and indeed still 
are— located in this area. The existence of the 
smithies is mentioned even in the Acta of St. 
Dimitrios, where one may read that the «smiths’ 
arcade» was located to the west of the great agora 
(...ёк Avop@v тоб tfjg холос peyadopópov £v тў 
êxeice Халкеотікӣ Aeyouévy OTOG...). 

We do not know what the church was called in 
the Byzantine period. Dimitrios Evangelidis and 
George Sotiriou believe that the church referred to in 
a fourteenth-century Athonite endowment document 
as «Panagia Kamariotissa» (Our Lady of the Arca- 
des) must be the Panagia Chalkeon, citing in support 
of this view the existence of some nearby under- 
ground arcades; these were also called kataphyge (ref- 
uge), as we are informed in a treatise by Constantine 
Armenopoulos, a fourteenth-century jurisprudent. 
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Andreas Xyngopoulos, on the other hand, believes 
that the Panagia Kamariotissa and the Panagia 
Chalkeon were two quite separate churches which 
happened to be situated close to each other. He also 
places the Panagia Kataphyge in the same area. 

The most probable explanation is that the 
Panagia Chalkeon was called the Panagia Chalkopra- 
teion (Our Lady of the Smithies) in Byzantine times, 
like the famous church of the same name in 
Constantinople, and that the Turkish Kazancilar was 
a translation of this. 


Date 


The year the church was founded is mentioned 
in the inscription engraved on the lintel over the 
main entrance (pl. 5). It runs as follows: 


АФІЕРОӨН O ПРИМ ВЕВНЛОХ ТОПОХ EIZ NAON 
IIEPIBAEIITON THX O(EOTO)KOY ПАРА XPIZTODO- 
(POY) ENAOZOTA(TOY) BAZIAIKOY (ПРОТО)ХПАФА- 
PIOY K(AI) KATEIIANO AAT OYBAPAIA£X K(AI) THX 
LYMBIOY AYTOY MAPIAZ K(AI TON TEKNQN AY- 
TON NIKH®O(POY) ANNHZ K(AI) KATAKAAHX MHNI 
XEIITEMBPIO INA(IKTIQNO)Z IB” ET(OYZ) SDAZ”, 


ARCHITECTURE 


The church, built exclusively of brick, is a cross- 
in-square structure with a dome resting on four 
columns, a type which first appeared during the time 
of the Macedonian dynasty and continued to be built 
until the end of the Empire. 


The interior is divided, as usual, into the 
narthex, the naos, and the sanctuary (fig. 1). 

The narthex extends across the whole width of 
the church. It is divided into three parts by pilasters, 
which project in opposing pairs from the east and 
west walls, and by two broad relieving arches. These 
separate the three barrel-vaults which cover the 
narthex. 

Two doors, one in the north and one in the 
south wall, and the main entrance in the west wall of 
the naos give access to the narthex, the east wall of 
which has three openings with marble bas-relief 
lintels. 

The narthex has two levels, the upper floor 
comprising a gallery roofed by two domes and, in the 
centre, a cross vault; the gallery probably served as 





Fig. 1. Ground plan 


1. Virgin Mary and archangels; 2. Four St. Gregories; 3. Doctor 
saints; 4. Holy Communion: the offering of the bread; 5. Ascetic 
sainis; 6. Holy Communion: ihe offering of the wine; 7. Doctor 
saints (2); 8. Sts. Mardarius, Blaise, and Orestes; 9. The deacon 
Euplus; 10. The deacon Stephen (?); 11. Pentecost; 12. Nativity; 
13. Adoration of the Magi; 14. Presentation in the Temple; 15. 
Ascension — prophets; 16, 17. Entry into Jerusalem; 18, 19. 
Crucifixion; 20. Dormition; 21. Acathistus Hymn; 22. Last 
Judgment; 23. Seraphim. 
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the church’s sacristy. A large arched opening in its 
east wall gives on to the naos. There was never a 
staircase up to the gallery; it may have been reached 
by means of an improvised wooden ladder outside in 
the north-west corner, where there is a large arched 
window, now closed up. 

In the naos four columns of light grey marble 
forming the corners of a square support the arches of 
the four great barrel-vaults which make up the cross. 
Pendentives between the arches create a circle upon 
which rests the dome, pierced by two rows of 
windows (figs. 2 and 3). The columns lead the eye 
onward and upward to the barrel-vaults of the cross 
and the pendentives, which are surmounted, finally, 
by the fairly high dome, and thus one appreciates the 
gradual soaring effect of the interior of the church. 

As is the rule in cross-in-square churches of the 
complex four-columned variant, the east arm stops 
short of the semi-dome of the central apse, to be 
succeeded by a lower barrel-vault, which covers the 


sanctuary as far as the apse (fig. 2). The interposition, 


of this lower barrel-vault is a characteristic of this 
variant, which originated in Constantinople, and 
indicates the Capital’s influence on Macedonian 
church architecture. 

In the four corners of the naos, between the 


15 


arms of the cross and the outer walls, there are small 
square bays covered by domical vaults — small 
shallow cupolas, in other words, with gently sloping 
lean-to roofs. 

In the centre of the north wall there is an 
arcosolium (tomb niche) —an arched recess with 
parallel sides (fig. 1, pl. 2). It projects externally by 
some 65 cm. and is covered by a sloping roof. It is 
rare to find a tomb in this position in a church, for 
founders’ tombs are usually placed in the narthex. 
(For more about this tomb and the reasons for its 
presence here, see the chapter on the church’s 
Paintings, p. 26). 

The sanctuary is almost an independent part of 
the naos. Two walls, each with a narrow archway, 
divide it into three parts: the main body of the 
sanctuary with a fairly wide apse, semicircular within 
and three-sided without, the prothesis, and the 
diaconicon. Each of these minor bays has an apse at 
the east end, considerably smaller than the central 
apse, semicircular inside and out, and each with a 
lobed window. The central apse has two rows of 
three windows (pl. 3). 

The various small anomalies evident in the plan 
of the building —for instance, the north wall is 
slightly longer than the south, and the columns do 
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not form an exact square— are not unknown in 
Byzantine church architecture. 

Externally the church resembles a cube divided 
horizontally into two parts by a marble cornice 
running round the whole monument. 

The superstructure is dominated by the three 
domes, the central one being octagonal and having 
slim brick colonettes at the corners. On each face 
there are two identical arched windows, one above 
the other, and the base of the slightly conical roof is 
marked off by a double saw-tooth course. 

The domes over the narthex are smaller and 
rather different in form from the central dome (pl. 2 
and 4). They too are octagonal, but the sides are 
decorated with alternating niches and windows and 
are arched at the top. The base of their roofs is 
marked off by rippling saw-tooth cornices. There are 
no built-in colonettes at the corners as in the central 
dome. The fact that the domes over the narthex differ 
from the central dome in form and articulation, 
together with the existence of the arched window in 
the east wall of the gallery, led Evangelidis to form 
the erroneous view that the superstructure of the 
narthex postdates the original construction of the 
church —in other words, that the church had no 
gallery to begin with and the narthex was covered by 
a straight leant-to roof. 


| : 
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Fig. 3. Transverse section 
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Two external features of the Panagia Chalkeon 
are particularly worth noting: the cross formed inside 
is clearly evident on the outside too; and although 
the same basic features prevail on all four sides of the 
church (large arches framing the various openings, 
pediments, superimposed arch formations, saw-tooth 
courses), certain details lend an individual style and 
character to each side. 

On the superstructure the arms of the cross are 
accentuated by the saddleback roofs over their 
barrel-vaults and by the large triangular pediments 
emphasising their ends. These last project sharply 
from the body of the building and give the large 
vaults of the drums over the arms of the cross a 
decorative rather than a functional character. On the 
east side, as well as the large pseudo-pediment, there 
is also a smaller one marking the end of the barrel- 
vault of the sanctuary. 

Other external details too serve to emphasise the 
barrel-vaults of the cross, and these are the large 
superimposed arches which, starting from the church’s 
foundations on the south side (pl. 1) and from 
above the tomb on the north side (pl. 2), rise up to 
the ends of the barrel-vaults. Their lunettes above the 
cornice have five windows, the lower two pairs of 
which are separated by a brick half-column with a 
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simple marble capital. The fifth window is directly 
above this half-column. 

On the east side, the central three-sided apse is 
noticeably larger than the semicircular apses on 
either side (pl. 3). It is very sparely decorated. The 
base of its roof is marked off by a triple saw-tooth 
course and the base of the side roofs by a similar 
double course. Despite these differences, the three 
apses are aesthetically united by a single marble 
cornice and by the absence of multiple arches around 
their windows. 

The north side, which is essentially the same as 
the south, is given a certain originality by the 
presence of the tomb (pl. 2). The great arch of the 
arm of the cross does not continue down to the 
ground like that on the south side —which also 
frames the entrance— but passes through the cornice 
and stops above the tomb at the top of its barrel- 
vault, which is externally emphasised by its corbelled 
brick construction. Consequently, the lower part at 
least of the north facade seems more simple and 
spare than the south. 

The west facade is different in form from the 
others, though it too is divided into two parts by the 
marble cornice (pl. 4). The lower part, the smooth 
surfaces of which are particularly striking, is domi- 
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nated by three large arches, the middle one framing 
the main entrance and each of the two side arches a 
window and a niche: The upper section has three 
larger corresponding arches which are separated by 
fairly wide half-columns, and each likewise surrounds 
a window and a niche. This architectural correlation 
gives the west facade symmetry and unity. However, 
the two alternating saw-tooth courses and the super- 
imposed arch formations make for a certain heavi- 
ness and artificiality, characteristics which jar with 
what one might call the classical harmony of the 
other sides. 


Sculptural decoration 


There is now very little sculptural decoration in 
the church, and what there is is confined to the 
capitals and the doorframes of the narthex. The 
cornice which divides the surfaces of the walls into 
two parts is undecorated. 

The capitals are cubic with slightly curved 
surfaces (pl. 6 and 7). The corners where the sides 
meet are decorated with stylised laurel leaves in 
relief, while on the surfaces themselves a triple band 
forms a circle with four knots, one corresponding to 
each corner. The circles enclose six- or eight-petalled 
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rosettes, crosses, and whirls. The capitals are not 
positioned randomly, but in such a way that the 
themes on the surfaces of opposing capitals match 
each other. 

The lintel of the central door of the narthex is 
decorated with a twisting band forming a succession 
of squares, rhombuses, and circles containing rosettes 
and whirls (pl. 8). The designs inside the squares and 
rhombuses have been scraped off, though a few 
remnants indicate that they were crosses. 

The lintels of the two side doors are decorated 
with a cross within a circle in the middle, and a 
twisting band on either side which forms large and 
small circles enclosing rosettes and whirls (pl. 9). 

These sculptures must have been done especially 
for the Panagia Chalkeon, for they are typical 
eleventh-century designs. 

The church's present bema screen is new. No- 
thing remains of the old one. 


Glazed tiles with Cufic decoration 
On the south side of the church, directly under 


the marble cornice, there are the remnants of a frieze 
of colourful glazed clay tiles decorated with Cufic 
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designs (fig. 4). This frieze probably ran around all 
four sides of the church. 

Cufic decoration, which takes its name from the 
town of Cufa near the Euphrates, has its origins in 
old Arabic writing, which, in the course of time, and 
chiefly from the tenth century onwards, became more 
and more stylised and eventually became purely 
decorative. Its designs, mainly vertical strokes ending 
in palmette-like or wedge-like shapes, are encoun- 
tered in architecture, sculpture, and painting. The 
frieze in the Panagia Chalkeon is of particular 
importance because its decorations are glazed, a 
feature which is due to the influence of Constanti- 
nople. 
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Fig. 4. Glazed tiles with Cufic decoration 


PAINTINGS 


At one time this church was covered with wall 
Paintings, most of which have now fallen down, and 
some are only faintly discernible. Few survive in 
what may be termed a good condition. They date 
from the second quarter of the eleventh century and 
only a few, remnants of which may be seen on the 
west wall, are of a later date. 

The iconographical programme of the Panagia 
Chalkeon is that which prevailed after the end of the 
Iconoclast controversy, adapted to the variegated 
surfaces of cross-in-square churches with a dome and 
other types of churches. This programme essentially 
comprises Christ the Pantocrator in the dome, the 
Virgin Mary in the central apse, the doctrinal cycle 
(Holy Eucharist, Ascension, Pentecost, Preparation 
of the Throne) in the sanctuary, and the Christolo- 
gical cycle (the Twelve Great Feasts) in the naos. In 
the Panagia Chalkeon there are one or two unusual 
features, notably the fact that the Ascension is not on 
one of the walls or in the barrel-vault of the 
sanctuary, but in the dome, where the Pantocrator 
would normally be. 
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The placing of the Ascension in the dome is 
encountered in certain other post-iconoclastic deco- 
rative programmes (for instance in Hagia Sophia in 
Thessaloniki, many churches in Russia and Cappa- 
docia, St. Mark’s in Venice, the Church of the Holy 
Apostles in Pec), a phenomenon that has given rise to 
considerable discussion amongst scholars. The pre- 
vailing theories are that it is due to: 1. Imitation of 
the Justinian mosaic decoration in the Church of the 
Holy Apostles in Constantinople; 2. The theological 
message the representation contains (Christ’s incar- 
nation and eventual return to earth); 3. A survival of 
the pre-iconoclastic scheme. My own view is that the 
presence of the Ascension in the dome of the Panagia 
Chalkeon and many other churches is due to the 
funerary character of these monuments. The tomb in 
the naos of the Panagia Chalkeon, as its structure 
shows, is contemporary with the rest of the church, 
while its position indicates that it must have been 
intended as the tomb of the church’s founder. Now 
for a church built as a funerary monument, the 
Ascension, because of its eschatological message, was 
the most appropriate decoration for the building’s 
most important area, the dome: as is well known, 
according to Christian theology, the dome symbolises 
the sky. This view is reinforced, as I have said above, 
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by the presence of the Ascension in other churches 
too, which were unquestionably built as funerary 
monuments. Furthermore, the funerary character of 
the Panagia Chalkeon is confirmed by the splendid 
composition of the Last Judgment in the narthex, a 
theme of an exceptionally eschatological significance, 
and also by the inscription on the front of the arch of 
the sanctuary barrel-vault (see p. 47). 

Sixteen prophets are depicted below the Ascen- 
sion, and the pendentives are occupied by the 
seraphim, only two of which have survived. 

The surfaces of the naos —i.e. the barrel-vaults 
forming the cross and the walls above the cornice— 
were originally decorated with scenes from the 
Christological cycle, each one framed by a strip of 
red. Most of these are ruined now, and only very few 
of the surviving remnants —such as the Nativity and 
the Presentation in the Temple— are in anything like 
a good condition. 

These two scenes occupy the upper sections of 
the south barrel-vault. High in the tympanum there is 
the Adoration of the Magi, a separate scene from the 
Nativity and not forming part of the cycle of the 
Twelve Great Feasts. In the north barrel-vault there 
is the Entry into Jerusalem to the west and the 
Crucifixion to the east, both in a fragmentary 
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condition. These two representations extend up into 
the tympanum, for the Women from the Crucifixion 
and the city of Jerusalem from the Entry into 
Jerusalem are depicted to the right and left respe- 
ctively of the lobed window. 

In the east barrel-vault one can just make out 
part of the Pentecost scene, while the Dormition of 
the Virgin Mary originally occupied, as usual, the 
west wall above the cornice. 

The position of the other scenes from the cycle 
of the Twelve Great Feasts remains a problem. The 
Annunciation, the first in the cycle, is usually placed 
on the west face of the sanctuary piers; in the 
Panagia Chalkeon, however, these surfaces are co- 
vered by imitation marble revetment. Consequently, 
the Annunciation may well have occupied the east 
section of the south barrel-vault, below the Nativity, 
where part of a house is still visible. 

No evidence remains of what was depicted below 
the Presentation in the Temple, on the west side of 
this barrel-vault. One hypothesis is that it was the 
Baptism, but in fact this is not possible because we 
know that the Baptism, now completely destroyed, 
occupied the north pilaster of the east wall of the 
narthex, near the Last Judgment. This scene occupies 
the same position in other churches both contempo- 
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rary with and of later date than the Panagia 
Chalkeon. Below the Presentation in the Temple 
there was probably a scene from Christ's childhood, 
which is depicted in other scenes too in this barrel- 
vault. 

High up in the south section of the west barrel- 
vault are the remnants of the Transfiguration, while 
the Raising of Lazarus, of which nothing remains, 
must have been in the north half of this barrel-vault, 
just before the Entry into Jerusalem, since these two 
events are closely linked. 

There now remains the Resurrection, which 
cannot have been omitted, for it was an essential 
scene in Byzantine wall decoration. It may have 
occupied the east section of the north barrel-vault, 
below the Crucifixion. 

In the tympana of the north and south arms of 
the cross, in the arches which link the barrel-vaults to 
the walls, and also in the upper sections of the bays 
formed at the corners of the cross, martyrs, monks, 
and bishops are portrayed. Isolated Saints are also 
depicted in the prothesis and the diaconicon. 

In the semi-dome of the central apse the Virgin 
Mary is portrayed with two archangels paying 
homage to her, and in the cylindrical section four 
bishops named Gregory and four doctor saints. 
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The walls of the sanctuary are occupied by the 
Holy Eucharist in two scenes, while the keystone of 
the sanctuary barrel-vault bears a rainbow-coloured 
glory. The ornament inscribed within it —probably a 
six- or eight-armed cross— has been destroyed. The 
vertical walls of this barrel-vault are occupied by 
three full-figure saints on the left and three hermit 
saints on the right. 

In the narthex, all the surfaces above, and some 
areas below, the cornices are occupied by the compo- 
site representation of the Last Judgment. There were 
also twelfth-century paintings in the narthex at one 
time, but these are now ruined. The Lamentation was 
once depicted on the wall which was built to block 
up the archway over the royal door, and on the south 
pilaster of the same wall, over the original layer of 
painting, which is visible today, there used to be a 
representation of Christ as the Ancient of Days. 


Painted ornaments 


There are not many painted ornaments in the 
church, only the imitation marble revetment in the 
soffits of the windows (pl. 19) and on the sanctuary 
piers, and a few ornamental courses. These courses 
take the form of a single or double tendril on the 
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fronts of the arches of the semi-dome of the apse and 
of the sanctuary barrel-vault, inverted heart-shaped 
leaves on the south wall of the sanctuary (fig. 5), and 
an imitation saw-tooth course surrounding the fronts 
of the arches of the four great barrel-vaults. Another 
band of continuous circles containing a kind of cross 
once surrounded the windows of the dome. 





Fig. 5. Painted decorative course 


General characteristics of the paintings 


The wall paintings in the Panagia Chalkeon 
share all the iconographic and stylistic features that 
characterise the paintings in other churches of the 
same period: St. Luke’s in Phokis, Hagia Sophia in 
Kiev, Hagia Sophia in Ohrid, the Nea Moni on 
Chios, and some Cappadocian churches. 

Symmetry and flatness are the prevailing chara- 
cteristics of the spare and austere compositions, while 
the figures are distinguished for the uniformity of 
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their attitudes and movements, which are restrained 
but easy. Their clothing is gently draped and does 
not efface the form of the body beneath. The folds 
are depicted in a linear manner, but there is shading 
too, which gives the clothing and the bodies move- 
ment and a certain plasticity. The architectural 
features have not yet acquired the importance they 
are to achieve in later art. 

Most of the figures are depicted with a heavy 
outline and much shading. Even individual facial 
features —eyes, nose, ears— are outlined, and there 
is an abundance of colour. The eyes, large and 
round, are of paramount importance in the rendition 
of the faces, which, though stern, have an expression 
of tranquillity and calm. 

There are some figures, however, namely those 
of the Virgin Mary and the two archangels in the 
semi-dome of the apse, that are rendered differently, 
in a quite pictorial manner. The colour tones gently 
blend into one another, the outlines do not dominate 
the whole figure, being barely discernible, and the 
eyes are not the most significant feature as in the 


other figures. This difference —which was formerly 


explained as the result of the simultaneous presence 
of two different stylistic trends, the «palatine» and 
the «monastic»— is probably due in fact to the 
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different personalities of the artists who worked on 
the Panagia Chalkeon, each of whom expressed 
himself in his own way. However, the hopeless 
condition of the wall paintings today makes it 
impossible to reach definite conclusions. 

The range of colours is extensive, the predomi- 
nant colours being grey, grey-blue, light blue, dark 
blue, red, violet, olive-green, and golden yellow. The 
background of the compositions and the isolated 
figures is generally dark blue, only at the bottom 
changing to a green band in an attempt to give some 
indication of perspective. The architectural features 
are grey or yellowish, while stronger colours prevail 
in the landscapes. The garments clothing the figures 
are sometimes dark and sometimes of softly shining- 
colours according to the style of the representation’. 

As far as the technique is concerned, the wall 
paintings in the Panagia Chalkeon are chiefly done in 
fresco, the facial details alone being done in secco. 


The compositions 


Naos 


The Ascension (fig. 6, pl. 10) in the dome is quite 
badly damaged. The centre of the composition is 
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Fig. 6. The Ascension 
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taken up by a round greenish glory surrounding 
Christ the Pantocrator seated upon an arch, which 
represents the firmament. His feet rest on a smaller 
arch, which is supported by the periphery of the 
glory. He is portrayed in a frontal position, his right 
hand before his breast giving the blessing; the left 
hand seems to be covered by his mantle, the bottom 
of which forms a rather stylised draped semicircle. 

Christ’s expressively rendered face has large 
features, emphasised still further by the big, round, 
austere eyes (pl. 11). The dark hair and beard frame 
the face, which stands out against the halo. 

Directly below the figure of Christ the Virgin 
Mary is depicted standing in a frontal position of 
prayer. She is wearing a violet maphorion. Her face, 
oval and quite long, is illuminated by her large round 
eyes. 

On the Virgin’s right and left, at equal distances, 
are two angels in frontal positions, each wearing a 
tunic and a voluminous mantle. Their right feet are 
extended and in their left hands they hold sceptres, 
while their right hands are raised towards the 
ascending Christ. 

On the perimeter of the glory surrounding Christ 
stand the twelve apostles with Peter and Paul at their 
head. Each one, through his individual attitude and 


36 


movement, is expressing his own reaction to the 
Divine Event. Some raise their heads in wonder and 
astonishment towards the Lord, others bend their 
heads in sorrow and fear, while yet others stand in 
contemplative attitudes. 

Below the circle of apostles surrounding Christ, 
on the pilasters separating the windows of the dome, 
sixteen prophets are depicted in two rows of eight. 
They are wearing tunics, and mantles which fall in 
many folds, and each one holds a scroll bearing a 
text from his prophecy. 

Fragments of the Pentecost scene (pl. 15) remain 
in the east barrel-vault. Six apostles are portrayed in- 
doors, as is indicated by the architecture in the 
background, which has a decorative cornice. The 
apostles are depicted in frontal seated positions in 
three groups. With their right hands they are giving a 
blessing and in their left some hold a Gospel and 
others a scroll. The rest of the apostles must have 
been portrayed opposite in the north section of the 
barrel-vault, while the central area must have contai- 
ned the Preparation of the Throne (Etimasia) with 
the Holy Ghost in the form of a dove. 

The east section of the south barrel-vault con- 
tains the Nativity (pl. 13); the left-hand side, the 
bottom, and the right-hand side of this representa- 
tion are all gone. 
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In the centre of the composition the cave yawns 
in a rocky hill-side. Inside on the right the Virgin sits 
in a violet-coloured maphorion, the upper part of her 
body facing the onlooker, while her head is bent to 
the right towards the angular crib and the swaddled 
Child. On the right-hand side two beasts —an ox and 
an ass— rest their heads on the edge of the crib, 
upon which a shaft of bright light falls, its source an 
eight-pointed star in the semicircle of the firmament. 

On the left, behind the rocks, are three angels in 
a row, their hands outstretched in supplication 
towards Christ (pl. 14). They are wearing grey tunics 
and olive-green mantles. Their faces are moulded in 
green with shading on the cheeks, around the eyes, 
and on the brow, while the cheek-bones are emphasi- 
sed with red. 

From the position of his hands, another angel, 
on the right, appears to be engaged in animated 
conversation with a shepherd, of whom only the 
upraised arm survives. Below the cave, on the right, 
is the scene of the Bathing of the Infant Jesus, while 
Joseph must have been depicted in the foreground on 
the left-hand side. 

The whole composition, compact and balanced, 
is Outstanding in its unity and symmetry. 

Like a sequel to the Nativity, the Adoration of 


38 


the Magi is depicted in two parts in the upper reaches 
of the south tympanum. 

On the left of the lobed window sits the Virgin 
with Christ in her arms, an angel standing, tall and 
slender, on her right bending slightly towards her. On 
the other side of the window the three Magi are 
depicted hastening towards the new-born Christ (pl. 
12). Each is clad in breeches, a short tunic, a mantle 
—the so-called lacerna— fastened with a clasp at the 
breast, and a Phrygian cap, and each one bears in his 
hands a casket containing his gift for the Divine 
Child. 

The first Magus is an old man with white hair 
flowing down to his nape and a pointed white beard. 
His face is animated, the eyes large and round with 
intense black pupils. The second Magus is middle- 
aged and has the same facial features as the first. His 
hair is black, his beard short and rounded. The third 
is a young man, beardless, and with a very vivacious 
round face and chestnut-coloured hair. The outlines 
of all three Magi are strong and black. 

The landscape is neutral. The ground is rendered 
with broad green brushstrokes in such a way as to 
give some impression of depth. 

On the west side of the south barrel-vault, 
opposite the Nativity, the Presentation in the Temple 
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is depicted, a composition characterised by serenity 
and balance and a suggestion of a liturgical atmos- 
phere (pl. 16). 

The centre of the scene is taken up by the large 
vault of a ciborium, resting on four slender spiral 
columns. Beneath it and on the left of the barely 
discernible altar is the Virgin Mary in a violet 
maphorion (pl. 17), standing in three-quarter profile 
and turning towards the centre of the picture. In her 
arms she holds the Christ child, whose attitude 
denotes a slight fearfulness. His hands clutch his 
Mother, while his body and head are turned towards 
the aged Symeon (pl. 18), who is portrayed on the 
other side of the altar, his hands covered. 

On the right- and left-hand sides of the cibo- 
rium, level with the capitals, a cornice decorated with 
acanthus leaves runs as far as the two perpendicular 
walls of the barrel-vault. Below it are two rectangular 
openings. Joseph is depicted in the left-hand opening, 
wearing a blue tunic; his grey mantle covers his 
hands, in which he is holding a pair of doves. The 
prophetess Anna, quite badly damaged now, is in the 
right-hand opening holding an open scroll. 

The Entry into Jerusalem once occupied the west 
section of the north barrel-vault, but very little of it 
survives now: the ass, part of the outline of Christ’s 
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body as far as the chest, and, below the animal’s 
neck, the head of a small child, one of those who 
spread out their mantles before Christ. The depiction 
of the city of Jerusalem in the tympanum to the left 
of the central window is part of this composition. 

To the right of this window two women are 
portrayed, standing with their hands —those of the 
first covered, those of the second uncovered— raised 
in supplication. They are the women from the 
Crucifixion, and are turned towards the east section 
of the barrel-vault, which once contained the cruci- 
fied Christ. 

Only two small fragments of the Dormition of 
the Virgin Mary survive, to the right and left of the 
archway in the west wall of the naos. On the left, part 
of a house with a saddleback roof is discernible, and 
above it three apostles in clouds; according to the 
Apocrypha they are arriving «ёк лердтоу» (from far 
away) to receive the Virgin’s soul. This iconogra- 
phical detail was to become more common in 
representations of the Dormition from the thirteenth 
century onwards. 


Sanctuary 


In the semidome of the apse there is a represen- 
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tation of the Virgin Mary orans (pl. 19). She is 
wearing a blue tunic, a violet maphorion edged with 
gold, and red shoes. With her left foot forward she 
stands firmly on her right foot on a square dais, the 
sides of which are decorated with regularly-spaced 
precious stones. 

The Virgin’s face is moulded in green with 
strong highlights beneath her eyes. Green shadows 
mark the outline of her cheeks and the cheekbones 
are lightly shaded with red. The eyes and nose are 
quite regular. . 

The two angels, one on the Virgin’s right and 
one on her left, are depicted in three-quarter profile 
turning towards the centre, their arms, like hers, 
outstretched in an attitude of prayer. Over their grey- 
blue tunics voluminous olive-green mantles are dra- 
ped over one shoulder and cover most of both arms, 
their lower edges stirred by the wind. 

Their faces are somewhat square and predomi- 
nantly a light green colour with faint shading, which 
is relatively dark at the fine outline and gradually 
becomes lighter towards the middle of the face. The 
eyes are large and deep, with an unworld glow. The 
hair waves down onto the neck and falls in rows of 
curls upon the brow, restrained by a narrow fillet. 

On the front of the arch of the semidome of the 
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apse, on a golden-yellow field, an inscription pro- 
claims the sanctity of the place and the rites 
performed within it: 


ОРОМ TO BHMA THX TPATMEZHZ K(YPIO)Y XTH- 
OH ТРЕМОК ANE---KTOZ X(PIZTO)X ГАР ENAON OYE- 
TE KAOHMEPAN K---TAPMATA АХОМАТОМ АГГЕ- 
ЛОМ AEITOYPTIKQZ KYKAOYZIN АУТО EN ФОВО. 


Below the Virgin Mary and the angels, between 
the windows in the upper row, four bishops named 
Gregory are portrayed in full figure: Gregory of 
Armenia, Gregory of Nyssa, Gregory the Thauma- 
turge, and Gregory of Agrigentum (pl. 19). All are in 
a frontal position and clad in prelatical vestments 
—sticharion (tunicle), epitrachelion (stole), phelonion 
(chasuble), epigonation, and an omophorion (pal- 
lium) with crosses. 

St. Gregory of Armenia is giving a blessing with 
his right hand and holds a richly bound Gospel in his 
left (pl. 20). He is wearing a pale yellow sticharion 
with darkly shaded folds, a greyish epitrachelion with 
decorations, a light grey phelonion, and an omopho- 
rion with light green tones. His face is striking for its 
strong shading, dark brown on the cheeks and bright 
red on the forehead. His short white hair is outlined 
in brown, as is his pointed white beard, which forms 
an elipse on his chin. 
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St. Gregory of Nyssa has dark brown hair and a 
pointed beard of the same colour (pl. 21 and 22). He 
is holding a Gospel in both hands, decorated with 
precious stones, and wearing a grey-green sticharion 
and epitrachelion, a brown phelonion, and a light 
green omophorion with crosses. 

St. Gregory the Thaumaturge is one of the best 
examples of the art of the Panagia Chalkeon and of 
the eleventh century in general (pl. 23, 24). In his left 
hand he is holding a Gospel decorated with precious 
stones, while his right hand bestows a blessing. His 
vestments are of similar colours to those of Gregory 
of Nyssa, but his phelonion is light yellow. His face is 
oval with very individual features. His hair is thin 
and white and comes down onto his temples, while 
leaving the forehead, which is furrowed by semicircu- 
lar wrinkles, completely bare. The short white beard 
frames a strong chin. 

St. Gregory of Agrigentum is almost identical to 
Gregory of Armenia (pl. 25 and 26). 

These four saints are not positioned at random. 
Gregory of Armenia and Gregory of Agrigentum, 
who are facially quite similar, are portrayed at either 
end, while the other two saints, with their dark 
chasubles, are in the middle. 

In between the windows of the lower row the 
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busts of four doctor saints are depicted in medallions 
(pl. 19). Their position in this part of the church must 
be due either to the fact that their cult is closely 
connected with that of the Virgin Mary, or to their 
healing attributes, which the church’s founder evi- 
dently wished to invoke by placing them in such an 
important position. From left to right these saints are 
John, Cyrus, Hermolaus, and Thallelaeus. On the 
north wall of the sanctuary, below part of the Holy 
Communion, other saints are portrayed, though their 
names have not survived; however, their iconography 
indicates that they too are doctor saints —the well- 
known pair Cosmas and Damian, and St. Pantelei- 
mon. 

On the south wall of the sanctuary stand the 
figures of three hermit saints. The saint on the left is 
a martyr, holding a cross in his right hand. His left 
hand is held in front of his chest, the palm facing 
outwards. The middle saint is St. Onuphrius, almost 
naked, with white hair and beard. His hands are in 
the same positions as those of the previous saint. To 
the right of St. Onuphrius St. John the Baptist is 
depicted holding an open scroll in his left hand 
bearing the text: «ide 6 àpvóc тоб Өғоб ô aipwv тйу 
бнартіау tod kóouov» (Behold the lamb of God that 
taketh away the sins of the world). His right hand 
sketches а blessing. 
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The Holy Communion in two scenes occupies the 
north and south walls of the sanctuary: the offering 
of the bread on the south wall in somewhat better 
condition (pl. 27), and the offering of the wine on the 
north wall. 

In the first scene, the foreground is occupied by 
the altar in inverse perspective. It is covered with a 
red cloth with a gold border, L-shaped patches in the 
upper corners, and a cross between them. On the 
table, in a dish studded with precious stones, is a 
piece of bread. 

A large canopied ciborium rises up in the 
background resting on four spiral columns with 
Corinthian capitals. Short green and red curtains 
hanging from iron rails are tied to the columns with 
tapes. 

Christ is portrayed behind the altar, an imposing 
figure in a dark blue tunic and violet mantle. He is 
turning slightly to the right to give «of the bread» to 
Peter, who, with veneration and contrition clearly 
expressed in his face and in the bowing of his body, 
stretches his hand towards Christ. On the right and 
left of the altar stand six apostles in two groups. 
Above Christ’s halo there is a now almost illegible 


inscription: AABETE [ФАГЕЈТЕ [TOY]TO [PAP] EX[TI 
TO] ХОМА MOY (Take, eat, for this is my body). 
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The Lord’s face is oval with dark shading on the 
brow, which is separated from the hair by a dark 
brown line (pl. 28). The beard is rounded, blackish- 
green, and the hair long and chestnut-brown, falling 
from a central parting down onto the neck. ` 

The apostles’ faces share certain common featu- 
res, although each one retains his own individual 
characteristics. Taken as a whole they make а nice 
contrast to Christ’s face. The large eyes with keen 
pupils reveal all their inward feelings at the moment 
of Holy Communion, thus illustrating the message of 


the inscription mentioned above: OPQN TO BHMA 
THX TPAIIEZHX K(YPIO)Y ETHOH TPEMQN.... (Look- 
ing at the altar of the Lord, stand trembling...). 


The composition is central and strictly symme- 
trical, and it is clear that the painter intended to 
focus attention on the Lord. He achieves this by 
several means: by placing him on the central axis of 
the scene, by the height of the ciborium, by arranging 
the apostles symmetrically on the right and left of 
and on a smaller scale than Christ; even the inverse 
perspective of the altar contributes to this aim. 

The second Holy Eucharist scene is opposite the 
first. It is largely ruined, but the outlines of all the 
figures are discernible, particularly that of Christ 
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proffering the chalice to the bending apostle Paul. On 
the altar there is another, smaller, chalice. 

On the front of the arch of the barrel-vault a 
dedicatory inscription survives: 


EMI ONOMATOZ TOY П(АТ)Р(ОХ)... КАТЕПАМО 
AMA TH 2YMBIQ AYTOY MAPIA ANEETHEZAN EY- 
[KTHPION] ... THX ПАМАПАХ O(EOTOK)OY УПЕР AY- 
TPOY KAI A®EZEQE TON ЕГКАНМАТОК AYTON (In 
the name of the Father... governor and his wife 
Maria erected an oratory... to the Virgin Mary for 
the redemption and remission of their sins). 


Narthex 


From the end of the ninth century onwards the 
Last Judgment was ever more frequently depicted on 
the walls of churches, and chiefly in the narthex. In 
the particular case of the Panagia Chalkeon, it takes 
up all the narthex walls and such an overwhelming 
presence must, as has already been suggested (see p. 
27), be connected with the funerary nature of the 
monument, for this composition more than any other 
contains the message of the Lord's return and the 
salvation of humankind. 

On the east wall of the narthex, over the royal 
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Fig. 7. The central composition of the Last Judgment (east wall of the narthex) 
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door, Christ the Judge is depicted within a grey-green 
segment of a circle (fig. 7, pl. 29). He is seated upon a 
stool with a long brick-red cushion, his feet resting 
on a double footstool. He is portrayed frontally, both 
hands extended in blessing. He is wearing a golden- 
yellow tunic and a voluminous mantle in the same 
colour. 

The oval face with large wide-open eyes 1s 
characterised by an intensely transcendent air (pl. 
31). The dark chestnut-brown hair is parted in the 
middle and falls upon the neck, while the regular 
pointed beard is a deep grey-green colour. 

On Christ's right and left two angels are turning 
towards him in prayer. Lower down there are four 
cherubim and, beside the footstool and on a much 
smaller scale, Adam and Eve kneeling in prayer. 
Adam wears a grey-blue tunic and a light grey 
mantle; Eve a red maphorion. 

Behind the angels, as if closing off the scene”s 
central nucleus at the sides, stand the Virgin Mary on 
the left and John' the Baptist on the right. Both 
figures, with the same supplicatory gesture, are 
bending slightly towards the centre of the scene, the 
seated Christ (pl. 29). This triad of Christ, the Virgin 
Mary, and John the Baptist forms a group known as 
the Deesis, which is frequently encountered as an 
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independent representation in Christian iconography. 

A semicircle of angelic orders holding sceptres 
surrounds all these figures and they continue all 
along the east wall (pl. 32). 

On the right and left of the Deesis the apostles 
are depicted enthroned, bending slightly towards 
the centre (fig. 7, pl. 30, 32). Each one holds a book 
on his knee, supporting it with his left hands and gi- 
ving a blessing with his right. On the south and north 
pilasters the apostles Peter and Paul respectively 
stand out from the rest. 

The fiery river of Hell rushes out from Christ’s 
footstool, tumbles vertically over the cornice, and 
follows the right-hand side of the archway over the 
royal door, where an angel is energetically pushing 
the sinful into Hell (fig. 7). The righteous must have 
been portrayed on the left-hand side, where the scene 
is damaged. Of the two inscriptions once to be seen 
here, only one now survives: 


IIOPEYEXOE АП" EMOY OI KATHPAMENOI EIX 
TO ПУР TO AIQNION TO HTOIMAZMENON ТО AIA- 
ВОЛО KAI TOIZ ATTEAOIZ AYTOY ( Depart from 
me, ye cursed, into everlasting fire prepared for the 
devil and his angels - Matthew 25:41). 


The other inscription, which has been effaced, 
would have read: 
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AEYTE OI EYAOTHMENOI TOY ПАТРОХ MOY, 
KAHPONOMHZATE THN HTOIMAXMENHN YMIN BA- 
ZIAEIAN ANO KATABOAHX KOZMOY (-Come, ye 
blessed of my Father, inherit the kingdom prepared 
for you from the foundation of the world: — Mat- 
thew 25:34). : 


On the west wall of the narthex there are other 
scenes from the Last Judgment, separated from each 
other according to the articulation of the surface of 
the wall (fig. 8). Here again there is one central scene 
serving as the nucleus ~ Heaven, with the gate closed 
and guarded by a cherub. On the left the Virgin Mary 
is barely discernible, her head alone surviving and 
extensively damaged. At her side are the remnants of 
the head of a male figure holding the double cross of 
the Resurrection; this may be the Good Thief. On the 
right of the gate, level with the Virgin, an angel with 
a sceptre is leading a group of the righteous to 
Heaven. Only vague outlines of the figures remain. 

The remaining sections of this wall are taken up 
by symbolic representations of the Sky, the Earth, 
and the Sea. The north pilaster bears an angel, who, 
with an impetuous movement towards the.right, is 
flinging open a starry scroll, the Sky. (frontispiece). 
In the extreme north section of the wall is the 
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personification of the Earth, a female figure seated 
upon a monstrous beast. Below her are birds, 
animals, and fantastic creatures. The south section of 
the. wall is occupied by the personification of the Sea: 
a female figure seated upon a sea monster and 
holding an oar. This scene is surrounded by various 
large fish disgorging parts of human bodies. 


Tsolated figures 


As a rule, Byzantine art harmonises very natu- 
rally with the articulation of the interior, in such a 
way that every surface is exploited and bears either 
composite representations or isolated figures. The 
artists who decorated the Panagia Chalkeon followed 
this principle arid depicted female figures in the 
tympanum of the north arm of the cross. The central 
figure, which is the most easily distinguished, is clad 
in imperial garb; she may be St. Irene. In the 
opposite tympanum male martyrs are portrayed and 
are in better condition. 

There are two deacons in the east barrel-vault: 
Euplus to the south and, probably, Stephen to the 
north. They are both clad in simple deacon’s attire 
—a long white sticharion (tunicle)— and each holds 
a censer in his right hand and a casket. 
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Some of the church’s most characteristic figures 
are to be found in the diaconicon. Of particular 
interest are the military saints Orestes and Mardarius 
with their intensely subjective features, and between 
them St. Blaise, Bishop of Sebasteia, wearing an 
omophorion (pallium) with crosses. 


The fourteenth-century 
wall paintings 


In addition to the wall paintings that are 
contemporary with the church itself and date, as we 
have noted, from shortly after 1028, on the west wall 
of the naos, below the cornice, there are remnants of 
later decoration. These depict four verses of the 
Acathistus Hymn, and it would seem that at one time 
all twenty-four verses were illustrated in the Panagia 
Chalkeon, in sequence and without frames, a custom 
which is not entirely foreign to Palaeologan art. 

Over the south door to the narthex the Flight 
into Egypt was once to be seen, though it is now 
almost completely destroyed. This scene illustrated 
the eleventh. verse: 


AAM'PAX EN TH AIT YIITO, $OTIZMON AAH- 
@EIAZ, EAIOEAX TOY ФЕУЛОУХ TO EKOTOX.. 
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(Shining upon Egypt with the light of truth, Thou 
hast dispelled the darkness of falsehood... ). 


On the south pilaster the Presentation in the 
Temple is depicted, illustrating the twelfth verse: 


MEAAONTOZ УУМЕОКОХ, TOY ПАРОМТОХ AIQ- 
МОУ, ME@IZTAL@AI TOY АПАТЕОМОХ, EIIEAOOHX 
OX ВРЕФОХ AYTO... (As Simeon drew near to the 
time of his departure from this world of error, he 
received Thee as an infant in his arms... ). 


Over the royal gate fragments of two more 
scenes survive. On the left Christ is sitting amongst 
youthful and aged figures, and according to the 
inscription this is the thirteenth verse: 


NEAN EAEIZEN: KTIZIN, EMPANIZAZ O KTI- 
E THE HMIN [TOIX YM’ AYTOY PENOMENOIZ...] . (A 
new creation has the Creator revealed, manifesting 
Himself into us His creatures...) (pl. 33). 


'Next to this is a small section of the fourteenth 
verse; only a few letters from the inscription remain: 


|ЕЕМОМ ТОКОМ IAONTEX, EENQOOMEN TOY 
KOEMOY, TJON NOY[N EIX OYPANON METAOEN- 
TEX..] (Seeing this strange birth, let us become 
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strangers to world, figing our minds in heaven... ). 


Iconographic and stylistic details indicate that 
these wall paintings date from the first half of the 
fourteenth century, a time when this part of the 
church was being redecorated with paintings in 
honour of the Virgin Mary. 
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The Last Judgment. Central composition 
Apostles from the Last Judgment 

Christ from the Last Judgment 

Angels and apostles from the Last Judgment 
Thirteenth verse of the Acathistus Hymn 


Photographs 11, 12, 17, 18, 20, 22, 24, 26 and 30 are from 
the personal archive of the late Professor Stylianos Pelekani- 
dis. Nos. | and 3 were provided by my colleague N. Nikonanos 


and the rest were taken by G. Nikoleris. 


The architect D. Aivazoglou-Dova copied figures 1 and 4- 
8 from D. Evangelidis’s book, and figures 2 and 3 from K. 


Papadopoulos's book (see bibliography). 





Pl. 1. The exterior of the church. South facade 


















































n. Pl. 3. East facade 





Pl. 2. North facade 





Pl. 4. West facade 
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Pl. 5. The lintel over the main entrance with the founder's inscription 











Pl. 6. Capital Pl. 7. Capital 





Pl. 8. The lintel over the royal door 











Pl. 10. The Ascension in the dome 













































































Pl. 11. Christ from the Ascension The Adoration of the Magi (section) 








Pi. 14. The angels from the Nativity 





Pl. 18. Symeon from the Presentation 
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Pl. 21. St. Gregory of Nyssa 


Pl. 22, St. Gregory of Nyssa (detail) 











haumaturge (detail) 
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Pl. 23. St. Gregory the Thaumaturge 


























Gregory of Agrigentum (detail) 


Pl. 26. St. 


Pl. 25. St. Gregory of Agrigentum 





Pl. 27. Holy Communion: the offering of the bread 





Pl. 28. Christ from the Holy Communion 











e e 


Pl. 30. Apostles from the Last Judgment 
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The Mosaics of the Church of Saint Demetrius in 
Thessaloniki 


G. Gounaris 
The Wals of Thessaloniki 


T. Pazaras 
The Rotunda of Saint George in Thessaloniki 


N. Nikonanos 
The Church of the Holy Apostles in Thessaloniki 
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